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sadness throughout that seems to appeal to the Japanese people,
themselves a race inclined to melancholy.
It is customary in these provincial theatres to exhibit two
classes of films at the same performance, the classic and the
modern, and it is in the perfect understanding and appreciation
of both that the dual existence of the people is manifested. There
is the historical film, such as the story of the famous Forty-seven
Ronins, with its wealth of costume, its shaven-pated actors, and its
robed womenkind. The action is strenuous, bloodthirsty and
chivalrous. The subject is always the avenging of death and
sacrifice to honour. There is a little love, and a good deal of
suicide ; many duels with two-handed swords—posing, gesti*
culation and frenzy. It is the reproduction on the screen of
Japanese classical drama, undoubtedly true to the life of the
feudal days. It is always interesting and often very beautiful.
Audiences follow it with intense attention, and now and again
express their approval with subdued cries. The story and its
portrayal is supreme tragedy interpreted by unalterable tradition
and with unfailing art. The audience is back again, in mind and
in spirit, in the days of haughty Daimyos, swaggering Samurai,
and beloved Ronins—days that a few old people can still recall
and others have heard of from their parents. It is as if in England
the last generation had seen the Wars of the Roses. The link
may be completely severed, but the two ends of the chain are
only some sixty years apart—and sixty years ago in the history
of Japan is as yesterday.
The second film also represents a story of Japan. The scene
is Tokyo, the period to-day. All the ingredients of modern
drama and of modern comedy are there, and the audience reacts
at once, for to them it is as much the real Japan as was the other.
Yet there is little or no resemblance between the old film and the
new, in spirit, in representation, or in technique. Even the type
of actor and actress differs, for ideals have changed. The hero in
the classical drama has the long thin face of the Japanese warriors
as rendered in the coloured wood-prints of Toyokuni. His nose
is aquiline, and his narrow eyes, even without artificial aid, slope
upwards. His skin is white, his gestures the prescribed gestures
of the classic drama. He is the past personified, and not only
in make-up, for players are chosen expressly.
^ In the film of the modern story the hero must be different
since the audience sees with other eyes and thinks other thoughts.
He is sunburned, frank and appealing. His smile and his

